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DESIDERATA REGARDING
RESEARCH ON MUSIC IN
EXILE

INTRODUCTION

This stedy of exiled and persecuted musicians 1gkes into account unpub-
lished wark by Rathkolb and Haan, a recently edited book by Pass & Schen & Svo-
boda, data coliected by the Osterechische Musikzeitschnft in journals 4/1988 and
1211988, by Traber and Weingarten 1937, data from research done on tha cultural
transfer of European art music to Japan (Suchy 1992) and from personal inter-
VIEWS,

The group of people investigated have the following in common:

= Those who are musicians they were professionally trained in music.

— At the time of envigration they had completed their stiudies ar
were |ust about to completa their studias.

— An activity related 1o music was a central focus in their lives but
not necessanly the main income. In order to evaluate and
appreciate the contribution of amateur musicians to musical life in
their guest countnes socalled amateur musicians have boen
inciuded.

— Austrign resaarch on exiled musicians includas biographies
pertingnt to Austria today and in the past, before and after
emigration. This wide framework does not claim all persons listed
as Austrian,

= Personal emigration and political parsecution is documented as
early as it can be traced back but not as late as it cannot be longer
denied.

— Research ist not imited 1o musicians bul includes &l persons that
are connected 1o the music business.

FIRST DESIDERATUM:
DESIRE FOR COMPLETE DOCUMENTATION

Since research bagan in Austria in 1975 with a symposium organized by
the documentation archives of Austrizn resistance, research on Austna's musical
exile has multipled the names from less than 200 10 more than 700, Even if all the
names were recorded research would not be complete, Completenass is not the
final aim of research but sesms to be an act of respect or—as seen from a Jewish
point of viewve—a rital act. Quantity and guality of cultural excdus are tasks for re-
search. The more datalled in facts and mosical materials biographies are do-
cumented the more significance and meaning they acouire. Karl Oskar Alwin
gaing prominance by the fact that he accompanied Jan Kiepura, Julius Brammer
as a librattist of Edmund Eysler, Ernst Engel as an accompanist of the Comedian
Harmaonists, eic.

Mo reason should be strong enough—neither financial considerations nar
scepticism regarding the aims—to leave the project uncomgaleted, If there is no
other purpose than bringing honor to a group of persons who wera 1erured this
work s justified. Let us compare Austrian signs of commemaration plagues to
each other. If one takes the marble plates which name every single soldier killed in
Wiorld War |l g5 a stendard of commemoration, the exiled end persecuted persons
al least deserve the same symbals. U hes been stated repeatedly that many
nameas of Austrian streats and places are named alter Nazi-protegess [e.q. Schan-
dor 1994}, Rarely has the chance for commeamaoration been used to name streats
aftar Mazi victims.

That the expulsion of musical art did not end with the MNazi regime s a
scandalous fact of post-war cultural Austria. Mot only the vicim—like Georg Eisker
(Eisler 1930} concerning his maother (Fig. 103 Georg Esler and his mother,
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Vienha 13ag—hut also the musicologist has the night 10 be outraged on discover-
ing destruction of documents—tapes, records. |t Is only just 10 compare the ef-
torts made to archive biographical documaents of exiled musicians to that of non-
parsecuted ones—e.g. Charlotie Eister-Demant to Herbert von Karajan.

Research on Austrian exile by Austrian musicologists demands that the re
searcher makes clear where hafshe stands, Hefshe should refrain from identifica
tion with the object of research. On the cther hand hefshe becomes a spesker for
people whose voices wern suppressed. Hefshe has to be aware of the fact to find
knowledne some people are not interestad in baing published.

It shoutd go without sayving that any attempt to discredit the researcher
and his work by denouncing him through personal secusations totally unrelsted to
his vwork—e.g. “leftist” or “communist”—are obsolete

SECOND DESIDERATUM:
INTERPRETATION OF DATA

A careful interpretation of statistics furnishes evidence sbout the extent of
cullursl emigration which involves much mera than the persecution of artists, Mu-
sical life is more than a record of events, a list of performed works. The loss of
culture and cultural life also implies the loss of an audience and the vanisking of
extra-musical factors. Musical genres lost thair audiences through exile which as a
result changed the actual musical thrust of presentation or made it a museurm re-
lict—in the case of the " Comedian Harmonists™,

A conelation of emigration countries and musical professions could 1ell us
somgthing aboul the attempls made by soma host countries 1o accommodate
and usa musical professionals in exile, An exact interpretation of education and
teaching content, the fater emigrants received in Austria, tells us abourt the tradi-
tion they camied 1o their host countries. What musical features, compasition
styles and teaching methods, which musical genres emigration helped 1o keep up
and which musical traditions had to be sbandoned by musicians in order to make
living?

Such guestions are essential for the continuation of culture in the countries
af immigratien and for a decumentation of the Austrian loss. The closer wa maove
to the present the more politically explosive this research becomes. Analyzing tha
reasons and failures for remigration confronts decision-makers In Austria's post
wear musical life with their reasons tor either aveiding or promoting the careers of
remigrants,

What are the characteristics of remigration? Under which conditions were
remigrams welcome? Which biographical characteristics hinderad remigration—
e.0. baing a member of the communist party, lacking personal contacts. Was thair
certain musical profession—sa.q. conductors rather than composars—Iless wel
coma than others? (Fig. 108 Hanns Eisler with his wafe on his return from USA
in Vienna, Apnl 1948

THIRD DESIDERATUM:
ABANDONING THE FEAR OF CONSEQUENCES

The bipgraphical investigation and research demands a clear intarpratation
of the researcher. Some power is needed to ignors the resistance built up against
parsonal questions and a scientific interpretation of facts. The often heard argu-
ment the researcher has not expenenced musical ife n Nazrtimes, was already
refuted by Hannah Arendt, Publication of documents is not enough. Only by mak-
ing clear howe the researchar himsaelf explaing the: situation, scientific publication
provides argumeants for discussion. Musicologists have the duty to explain their
consternation and therr position.

Taking into considaration that time for any legal persecution for the ones
commiting the crimes, the only legal consequence can be compensatian for the
victims,

Asking gquestions often 15 seen as an accusation and an insult, Howewver,
socalled consideration for the descendants of victims and the ones who took ad-
vantage of the situation tries 1o distort, 1 soften and rounden up biographies. In
case of what Gerhard Scheit calls “hiological ¢oming to terms with the past”
some authors consider tme late encugh for starical coming outs.,

Still, as late as now, revealing data on persecuted persons cnes for com-
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pensation. Possibly, victims and their children demand remunerations and nghts
they were deprived of. The reserved attitude towards documentation of exile as
can be observed at official art-institutions might be connected to Tear Tor remune:-
ations, for political consequences, finally for accusations of those taking sdvantage
of the situation.

Considenng development towards thi legal recognition of Roma and Sinti
as a minority in 1993, backed by the work of music ethnologists, musicological re-
search has the power and the relevance to Initiate and influence political deci-
sions.

FOURTH DESIDERATUM:

RESERVING CERTAIN POLITICAL TERMS FOR THIS SPECIAL
GROUP

Out of respect for personal ographies cne should reserve terms like " ver-
fermt” to musicians hindered in their musical career by political reasons. To usa
the term for musicians ke Franz Schmidt whose works were parformed from
1838 until his doath in 1839 is wrong; it does not imply an accusation of crimes
but the clear distinction of Maziavictims from non-victims:

# clear distinction between paolitical ressons and other motives hindering
careers would be conect, Tha distinction betweaen a group politically persecuted
and another one—criminals, pecple taking advantage?— does not comelate with
any evalution of just and unjust, wath quality in musical works and personal tives,
Clear distinctions of crimes due to pelitical regimes presents different crimes fram
being confused. Balancing ona crima with another in the rich scale of 20-century
crimes does nol make cimes equally or less important and does not spare us
from the work of coming to terms with the past.

Rezearch on exile should not start at a point when political persecution can no
longer be denied but &t 8 point as early as recognizable. The long awaited histary of
thiz Vienna Philharmanic Orchestra (Hellsberg 1992; 502-505.) deals for the first time
with its histany in the Mazi period. This might have been prompted by an article pub-
lished in the London Times in 1992 in which the orchestra was referred (o as Naa
Orchester. However, it fails mentioning Falix Galimir, who already passed the audi-
tion in 18386, but was not accepted due to his Jewish famify background,

Last but not feast, some concern is expressed regarding the use of specifi-
cally Mazrterms such as "entarlet” (degenerata) in cultural critics to express dis-
approval.

FIFTH DESIDERATUM

NO LONGER AUSTRIAN—A CONTINUATION OF RESEARCH
IN THE HOST COUNTRIES

The continuation of ressarch takes place along two lines. Ona lina is the
musical history of the countries of immigration and the other one is the history of
the countries 1o which they emigrated. If one compares the energy put into thosa
twio complementary fields of research one has to acknowledge that even Eurg-
pean musicologists prefer o persue the first line of study. (Cargnell/Omasta
1293, Heister et al. 1993, Weber 1992)

Actually cultural transfer is almost unthinkable without exile. One of the
roots of oocidental music in Isreel 1s the expulsion of Jews from Russia and Eu-
rope. Ermigration assurmed a positive dimension— something which can't be said
without a bit of cynism. (Bohlman 1989 and 1982) Cynism reaches a rare peak
when the governments of the musician’s first home-countries appreciate them for
their work in the countries of immigration.

For the musicians lile after emigration meant persecution (in the Sowjat
Urigny, the end of careers, the continuation of work or the adaptation and devel-
opmant of unknown talents (Béla Bandk). Even if the musical careers after emi-
gration can be regarded as successful, even if emigration helped to build a new
culture like in fsrael, Scuthern and MNorthem Amenca or Asia, it cannot ba over-
lpoked that the emigrants were extrernely unhappy with their fates. Manfred Gur-
ltt, German conductor and composer who emigrated to Japan in 1939, wrote as
late asin 1963; " The Nazi's victory on me 15 accomplished. | have besn forgotten
with all my farmer successes.” He interpreted awards and honours given by the
Germman or Austrian governments as signs of contempt
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Considering & generation of teaching German musicians all aver the warld
who can be called responsibie for cultural transfar: What does it mean for & culture
like that of cocidental art music outside Europe that it was founded or developad by
teachars whio would have preferred to pursue an entirely different caresr?

SIXTH DESIDERATUM
AUSTRIAN MUSIC HISTORY AFTER 1945

Even when traditon seemed 10 continug, whan “everyday-life of music
came to the Austrian concert-halls” in 1946 (Krones, GMZ 1/1885) tradition was
onhy one undamaced thread in a destroyed rope. Writing on Austrian postwar
music history seems to start in a year 0 and in many ways fails 1o recognize the
connection with preswar times, Observation of features, traditions and ways of
COMpositans in contemporary music could be analyzed in terms of how they
rmight refate 1o preswar traditions. Who among tha emigrants held a connection to
Austria, who together with composers Inving in Vienna identified his style as an
Austrian school—like Egon Wellesz. (Fig. 105 Egon Wollesz with his wife Emmy
and daughter Elisabeth in England

However, musicologists observed a certain musical scena in post-war Aus-
ina e.g. composers performed in the temples of “Hochkultur” like Konzerhaus
and Musikversin or those who were awarded music prizes by the government.
They rightly interpreted this as a continuation of ideclogies botween Mazi times
and the past war period (Cerha 1015904,

The gquestion rises if continuation might not be interpreted as a revival of 2
prosecuted tradition in which only sorme factors had not changed—the audience,
the surrounding musical field, the social status of the cultural event. Linked to this
observation i3 the specifially Austrian cultural phenomenon of there not being his-
tonaes on imporant art institutons, One reason for this might be the fear for
touching Mazitimes. The MNiederosterreichische Tonkidnstlerorchester which has
its origin in-an orchestra for troops founded in 1939, still misses a history, Only re- |
cently has the Hochschule fur Musik und darstellende Kunst in Vienna began re-
search and opened an archive. The Wiener Sangerknaben are also still lacking a
histary to date, presently a research project 15 being supported by the Ministry of
Research and Culture

Hellsbarg's beok on the Viegnna Philharmonic Orchestra lists the names of
Mazi-wctims but leaves cut important information; Why werg the remigrants Od-
noposoff and Foder not re-engaged as members of the orchestra even though
they were already teaching in Vienna; were there any attampis 1o re-nvita the
emigrant members from the United Sates?

The musicologist’s task is 1o understand Mazi history as a part of the history
of Austrian art institutions. One of the proposals submitted for the celebration of
the Austrian Millenium in 1998 was an exhibition of empty showcases, They
could be filed with azsumptions and considerations on what Austrian music world
and musical culture s lacking due to persecution of music editors, of musicalogy,
of sting-players. Many features of Austnan music life—the often lamented lack of
Austrian stringplayers, the comparatively late integration of the teaching of func-
tignal music at the Hochschule fir Musik, the organization of the study of musico-
logy, the lack of an economic music market—do have one onigin in the political cir-
cumstances of Naz time, One of the empty showcases could be filled with the
numercus and uncountable attempts of remigrants 1 get their works performed
and the successtul efforts to dizcredit them and exclude them from musical life,
{Tschulik 1993}

SEVENTH DESIDERATUM

IS THERE ANYTHING ABOUT GERMAN MUSIC THAT
MAKES IT EASILY AEUSED BY NAZI POLITICS?

The history of musical exile includes the histery of research on exile. One
of the maost striking features in Austrian ressarch in musical exila 15 the fact that
primarily non-musicologists are researching, This approach puts the emphasis on
exile in biographies and ignores the effects on music in exile,

The guestion in which ways musical exile differs from the exile of other
arts and scignces leads to the assumption that German music culture—worldwide
dominant and generally seen as "Western"—shows certain features ong might
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interprete as corresponding 1o Mazrpoltics. This view does not neglect charac-
teristics promoting the contrary. Yet there is evidence that the concurring musical
systems existing in the first half of the 20th century provided arguments for MNaz-
palitics which could be easily supported by a broad audience. Generally spoken,
composers—if not of Jewish origin—had to adopt the music of & tonal system in
order 1o have a chanca to survive in Germany,

Ethromusicologists know that the music of a society tells something about
the structure of society, tha values, the way of living togather. There is some evi-
dence that the system of tonal music—as used in central Europe from the seven-
teenth ta the beginning of the 20th century—bears features of higrarchy and sug-
pression. The fact that also other systems—the 12-tone-system as developad by
Armold Schonberg meant for the composer a demonstration of German power
and dominance aver other nations—does not necessesanly confradict this obser-
vation. Obviously Schiinberg passed on ideas of hierarchy to the | 2-tone-system.
(Fig. 106 Amold Schanberg in US4

The compasiloral system of tonality was most appreciatied in German
symphonic music, The conductor of a symphaonic orchestra was identified as typi-
cal German, Pringsheim called Germany 1927 the “"export-country for conduc-
tors” that has created a leading class for members of a musical profession, (Das
Tagebuch 24/8/1927). The hierarchical structure of a tonica, dominating the dami-
nant and the subdominant might be reflected in a hierarchical systemn of musical
teaching. Garman teachers of composition—even including exiled ones like Klaus
Pringsheim in Japan—used the theory of tonal music to claim a leading role be-
yond music. In order to document the political power of a musical system the fol-
lowing fact is guoted: until 1945 tha most influential Japanese musicologisis—in-
tleenced and backed by German teachers—wera comvinced that only by adapting
German music a nation could play a leading rale. |Pringsheim 1932)
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